This paper explores a stylistic approach to translating literary texts from Arabic into English and vice versa. It is held that in order to be in a position to render literary texts effectively and accurately, one needs to: (1) analyze and describe varieties of language, (2) identify and discern all important aesthetic aspects of text in order to interpret and appreciate texts properly, (3) activate processes and experiences of reading along with one's intuitive responses to the text, and (4) activate all aspects of knowledge stored in one's mind on language, text-typological demands, generic conventions, sociological roles of participants in the real world and in text, cultural environment and so on. Through the analysis of authentic data, it argues that by adopting a comprehensive stylistic approach, translators, as special text readers, can easily derive a better understanding and appreciation of texts, in particular literary texts. The data analysis demonstrates that literary translators, in addition to possessing other types of competences, need to develop first an analytical and evaluating competence that enables them to analyze and appreciate stylistic features, and second transferring/translating competence that enables them to prioritize the competing elements with a minimum loss.
Introduction
Many attempts in the field of Translation Studies have been made to touch on the style for some time now (see for example Nida 1964; Lotman 1970; Venuti 2000; Zyngier 2001; Ghazala 1996 Ghazala , 2011 Bassnett 2002; Huang 2011; Makokha et al 2012; Almanna 2013) . However, formulating a rigorous definition of what style exactly is remains ambiguous in nature, and the investigation is still unsystematic. In this regard, Boase-Beier (2006: 1) comments: "From the earliest writings about translation, such as those of Cicero or Horace, style has often been mentioned but […] its role has rarely been systematically explored. Yet style is central to the way we construct and interpret texts". Snell-Hornby (1995: 119) holds that any attempt to discuss style will be considered unsatisfactory, since first "no coherent theoretical approach is attempted" and second "the problem of style recedes perceptibly into the background". The term style is applied to various spheres of human activities, such as: an individual (people have their own different styles), a distinct personality (the style of Dickens), a period (the Victorian style), an individual tone used while communicating to one another, a mode of tradition (to live in style), etc. Style (derived from the Latin word stylus meaning stake or pointed instrument for writing), obviously, is the object of study for stylistics. But what does stylistics mean? In order to be in a position to define stylistics, one needs to define style first as any definition of one concept would depend on a definition of another. Building on an assumption that within any language system (phonetics, graphology, semantics, grammar (morphology and syntax) and pragmatics), the same proposition can be encoded in various linguistic forms, i.e. styles, one can derive a better understanding of style. To put this differently, the same idea can be communicated in more than one way, thereby presenting a variability at the level of, let us say, intonation, type of writing, word and/ or expression choice, morphological and syntactic organization, and illocutionary force of an utterance. Style is defined by Leech and Short (1981: 10-11) as "the linguistic habits of a particular writer [...] , genre, period, school". Style is seen by other stylisticians as "the dress of thought" (Hough 1969: 3) . Formalists, however, define style as "a deviation from language norms. It is also claimed to be an expression and reflection of the personality of the author, hence the adage 'style is man', by particularly generative stylisticians and the intentionalists" (Ghazala 2011: 40) . Laying more emphasis on the linguistic approach of style, Abrams (1993: 203 ; emphasis his) defines style as "the manner of linguistic expression in prose or verse -it is how speakers or writers say whatever it is that they say". Based on these different schools of thought in defining style, Ghazala (2011: 41) defines style as a linguistic choice made by a particular author within the resources and limitations of language/ grammar, i.e. within "the total options available in the syntactic, semantic, phonological and pragmatic systems". In a direct link to translation, Nida and Taber (1969) in their definition of style touch on the patterning of choices as well as the generic constraints that play crucial roles in determining the author's style. However, style in this study is seen as any deviation that occurs within any language system (phonetics, graphology, semantics, grammar (morphology and syntax) and pragmatics), thereby creating marked and unexpected combination of sounds, graphics of writing, meanings, patterns of structures and so on. Such deviation does not happen randomly, but rather is driven by a deliberate and conscious selection made by the original writer. The concept of style indicates that in order to express their own ideas, feelings, attitudes, etc. authors try to choose among the available resources, thus using certain linguistic resources in preference to others (cf. McEnery & Wilson 2001; Murphy 2006) . This view accords well with the definition of style provided by Crystal (1989: 66;  
emphasis his):
Style is seen as the (conscious or unconscious) selection of a set of linguistic features from all the possibilities in a language. The effects these features convey can be understood only by intuitively sensing the choices that have been made [...] and it is usually enough simply to respond to the effect in this way.
This entails that stylistic features are linguistic features in the first place, but characterized by markedness and significance. Therefore, such features place extra burden on the part of translators and require them to use their utmost effort to reflect such stylistic peculiarities in the target text (TT) (cf. Boarse-Berse 2006; Ghazala 2011; Huang 2011; Almanna 2013 ). However, difficulty arises when the target language (TL) syntactic, semantic, phonological and pragmatic system rejects the accommodation of such features. Reading the text at hand with a view to analyzing and appreciating its salient stylistic features, such as parallelism, repetition, irony, long vs. short sentences, foregrounding vs. backgrounding, formality vs. informality, nominalisation vs. verbalisation, passivisation vs. activisation and so on, the translator's work automatically slows down in an attempt to adopt the most appropriate local strategies that would reflect such characteristics in the TT. In other words, in addition to the translator trying to reflect the content of the ST, another type of pressure is imposed on him/ her when attempting to relay stylistic peculiarities in the translation product.
Having formed a clear picture on what style exactly means, now let us shift our focus of attention towards the other concept, i.e. stylistics. In its straightforward meaning, stylistics is the study of style. Having consulted and discussed a number of definitions of stylistics (for example Widdowson 1975; Leech and Short 1981; Carter 1982; Brumfit and Carter 1986; Fabb et al 1987; Short 1988; Toolan 1992 Toolan , 1998 Verdonk and Webber 1995; Wright and Hope 1996; Harris 2000; Simpson 2004; Boase-Beier 2006; Ghazala 2011; Yeibo 2011; Makokha, et al. 2012) , one can conclude the following points about stylistics: no one'. Here, these stylistic features are not used randomly by the original writer, but rather they are chosen deliberately and consciously; therefore, they are supposed to have particular functions. Resorting to a rhetorical question, for example, the original writer might attempt to get her readers physically involved in the situation or she might try to let them ponder over a particular refuge when being in a similar situation. Opting for lexical repetition in parallel structures, the writer might try to invoke in the mind of her readers different thoughts and images. Further, in an attempt to emphasize the fact that there will be nobody there at all, she resorts to a phrasal repetition ‫أحد‬ ‫ال‬ ‫حيث‬ 'lit. where (is) no one'. Given these stylistic features along with their functions full consideration, one can render it as follows:
(2) Where to go? He wants to spread his wings and escape from his thirst, from the boundaries of his feelings, from the nudity of his pains; he wants to soar where nobody is, nobody at all.
One should note that the suggested translation has preserved the stylistic features in the ST, viz. the elliptical rhetorical question, the parallel structures, the creative metaphors, and the functional repetition. The only modification has taken place in the lexis of the rhetorical question, that is, the option In the following example, however, the original writer, in an attempt to invoke different images in the mind of the reader on the one hand, and to adopt a neutral tone on the other, opts for a circular pattern of an active and passive voice, which is supported by parallel structures as well as the deictic word ‫هناك‬ 'lit. [They put a handkerchief on his (two) eyes(;) they tightened it well so he can't see ... His wrists were tied ... And a wide strip was stuck on his mouth ...
And they took him (there)]
In addition to the parallel structures and the dynamic shift from active to agentless passive and back to active, the deictic Arabic word ‫هناك‬ 'lit. there' refers to an assumed location in the mind of the speaker/ writer, which is different from 'there' in the mind of hearer/reader as well as it invokes different memories and/or images. So, it is an open invitation to every reader in every location on the earth to enliven this moment of there-ness. Taken into account these stylistic features, one can readily produce a version that reflects the tone of voice and attitude, parallel structures and the deictic word 'there' at once, as in: (4) They covered his eyes with a handkerchief, tightening it so that he couldn't see anything.
His wrists were shackled; his mouth was covered with a wide piece of tape. And they took him 'there'.
Again, the only stylistic modification here has to do with textual preferences between Arabic and English. In this case, the English preference to use a non-finite clause 'tightening ...', rather than a finite clause 'they tightened ...', is the main reason for such a textual restructuring.
To demonstrate the impact of failing to, and/or succeeding in, reflecting certain stylistic features in authentic translation practice, let us consider the following example quoted from Greene's (1980: 9-10 (10) They picked up the gear from the boat. The old man carried the mast on his shoulder and the boy carried the wooden box with the coiled, hard-braided brown lines, the gaff and the harpoon with its shaft.
‫ـى‬ ‫علـ‬ ‫ـارية‬ ‫السـ‬ ‫ـيخ‬ ‫الشـ‬ ‫ـل‬ ‫وحمـ‬ ‫ـارب.‬ ‫القـ‬ ‫ـن‬ ‫مـ‬ ‫ـدة‬ ‫العـ‬ ‫ـا‬ ‫وجمعـ‬ )11( ‫ـى‬ ‫علـ‬ ‫ـوي‬ ‫المنطـ‬ ‫ـبي‬ ‫الخشـ‬ ‫ـدوق‬ ‫الصنـ‬ ‫ـام‬ ‫الغـ‬ ‫ـل‬ ‫وحمـ‬ ‫ـه،‬ ‫كتفـ‬ ، ً ‫محكمــا‬ ً ‫ضفــرا‬ ‫المضفــورة‬ ‫الملتفــة‬ ‫الســمراء‬ ‫الخيــوط‬ ‫والحربــون.‬ ‫والمحجــن،‬
[And they gathered the equipment from the boat. The sheikh carried mast on his shoulder, and the (servant) youth/guy carried the wooden box (which was) coiled on the tightly-braided dark lines, and the gaff, and the harpoon] First, this example involves lexical repetition which needs special attention. The lexical item 'to carry' is used in juxtaposed parallel structures and joined by the connector 'and': 'The man carried the … and the boy carried the …', thereby acquiring a stylistic feature that needs to be reflected in the TT, provided that this does not distort the TL linguistic and stylistic norms. Paying attention to these stylistic features at the syntactic level, the translator has managed to reflect them in the TT. However, he has seriously failed in handling the stylistic features at the lexical level. Corbett 1971: 476; Al-Rubai'i 1996: 86) . Such a stylistic feature needs to be given full consideration by the translator, but unfortunately he has paid no attention to the arrangement of the clauses/sentences in an order of increasing importance. Further, climax is accompanied by a deliberate omission of some of the connectors, i.e.
asyndeton‫تقريبا‬ ‫شيء‬ ‫ال‬ ‫وجعله‬ ‫وجوده‬ ‫ألغى‬ ‫بل‬ ‫خلخله‬ ‫فاجأه‬ 'lit. took him by surprise disjointed him rather cancelled his existence and made him almost nothing', as well as a lack of punctuation marks among these clauses/ sentences. The omission of punctuation marks is on purpose; it is one of the rhetorical devices employed by the writer to "hasten psychologically the pace of the experience depicted" (Shen 1987: 186) . Had the translator taken such stylistic features into account, he could have produced a rendering such as 'But the sight surprised him … rocked him … rather obliterated his existence and made him almost nothing'.
To further demonstrate how not taking into account the deliberate and conscious selections made by the original writer may create a misleading mental image in the minds of the TL readers, let us consider the following excerpt (16) 'died', which is unjustifiably changed into adjective in the TT, i.e. 'dead', along with its function in such a dialogue. Changing parts of speech through the nexus of translation, which is labeled by Vinay and Darbelnet (1958/1995) 'transposition' and later by Catford (1965) Apart from the modification of the fish's gender (from male to female, which has been adopted throughout the translation of the novella), Munīr Ba'albaki has employed two highly elevated expressions here, viz. ‫نضالها‬ and ‫شعري‬ ‫ليت‬ ‫,أال‬ which are not congruent with the simple narrative style in the ST. The first expression is highly formal corresponding to 'her struggle' in English, which does not describe the situation at hand; it could simply be rendered as ‫معركتها‬ 'her fight'. The second expression is more problematic as it is taken from Arabic classical poetry (wondering by invoking one's own verse), which does not reflect the ST simple style that can be simply rendered into ... ‫كان‬ ‫إن‬ ‫أتساءل‬ or ... ‫كان‬ ‫إن‬ ‫أعرف‬ ‫.ال‬ In fact, the Arab reader of Ba'albaki's translation gets a wrong impression of Hemingway's style. The two styles are completely different: the translation's style is highly elevated and largely stilted, whereas the original's style is that of a simple narrative and is highly readable. [The tree will rise The tree and the branches will rise (It) will grow in the sun and green And the laughs of the tree will leaf in the face of the sun And the bird will come The bird must come The bird will come The bird will come]
(23) This fallen Tree will rise again with green branches in sunshine. Her smiles will be her leaves That will appear in the sunlight. The Bird will come; it will most surely. The Bird will come, the Bird will come.
It can be readily seen that the translation in (23) transforms an episode of inflamed agitation and fury by the poet into a state of deep serenity. Given the psychological turbulence the poet is experiencing after the tragic defeat of the Arabs in the 1967 Sixday War, she bombards the reader with a series of actions, viz. ‫ستقوم‬ 'will rise', ‫ستنمو‬ 'will grow', ‫تخضرّ‬ 'will green', ‫ستورق‬ 'will leaf', and ‫سيأتي‬ 'will come', where there is no room for serene states. However, the translation betrays this stylistic feature by disrupting it with states that involve minimal action, if any at all, viz. with green branches in sunshine, Her smiles will be her leaves, and that will appear in the sunlight. This, in effect, seriously damages poetic cohesion and coherence. To appreciate the importance of maintaining this stylistic feature, the following translation is offered as a mere suggestion:
(24) The Tree will rise again; Her branches will grow and green in the sun; Her smiles will leaf in sunshine; The Bird, the Bird shall surely come; The Bird will come, the Bird will come.
Conclusion
The discussion of the above examples along with their translations clearly shows the effects of the translator's appreciation of stylistic features on his/her work. The moment translators identify and appreciate stylistic features, they start pondering over the available strategies, on the one hand, and the amount of loss that may occur through the nexus of translation, on the other. To work smoothly and effectively through stylistic nuances, translators need first to develop an analytical and evaluating competence that enables them to analyze and appreciate stylistic features, and second to demonstrate a transfer competence that enables them to choose appropriately between the competing elements with a minimum loss. It has been shown that in order to be in a position to render literary texts effectively and accurately, translators need to:
i. analyze and describe varieties of language;
ii. identify and discern all important aesthetical aspects of text in order to correctly interpret and appreciate texts;
iii. activate processes and experiences of reading along with our intuitive responses to the text at hand; and iv. activate all aspects of knowledge stored in their minds on language, text-typological demands, generic conventions, sociological roles of participants in the real world and in text, cultural environment and so on.
Further, it has been shown from data analysis that translators can have a better understanding and appreciation of texts, in particular literary texts, when adopting a style-based approach that can draw on the four stylistic approaches, viz. linguistic stylistics, literary stylistics, affective stylistics and cognitive stylistics. It has been also shown that stylistics as an approach draws evidence from the text to support arguments for the importance of stylistic features and their functions. However, it loses some of its appeal and becomes rather subjective as people are different as to their socio-cultural backgrounds, their political and cultural commitments, their ideologies, their skill competences, the kind of information stored in their minds, their intuitive responses and literary appreciation, and so on.
